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CONDUCTING 

Beethoven’s instrument was the piano. (In his younger 
days, before growing deafness made it impossible for 
him, he frequently performed in public and for a time 
his reputation as a brilliant player almost equalled that 
of composer.) It is hence not surprising that he should 
have composed far more for the piano than for any other 
solo instrument. Take his concertos. There are five for 
the piano and only one for the violin. Yet Beethoven 
knew all there was to know in his time about the violin, 
having studied it in his youth, and although his technique 
was certainly not sufficient to meet the demands of his 
own concerto, in writing it he seems to have been less 
dependent on the advice of a professional violinist as 
was Mendelssohn on Ferdinand David’s or Brahms on 
that of Josef Joachim, in their violin concertos. 

The exact date at which the D Major Concerto was 
completed is not known. It must have been sometime 
in 1806, for the first performance took place at the 
Theater an der Wien on December 23 of that year. As 
was then the general custom, Beethoven wrote it for a 
special performer, the virtuoso and leader of the theatre 
orchestra, Franz Clement. Clement was celebrated not 
only for his great technical skill but also his extraordinary 
memory. (Spohr, in his Autobiography, relates that 
Clement, after hearing only two rehearsals and a per- 
formance of one of his oratorios was able to perform 
whole sections of it from memory and without having 
seen the score.) The circumstances in which the first 
performance of the Beethoven Concerto took place throw 
a revealing light on the musical conditions prevailing 
at the time. Clement began with the first movement 
and then proceeded to entertain his audience with what 
must be called “circus stunts,” playing one of his own 
sonatas on one string with the instrument turned upside 
down. After these acrobatics he returned (in the second 
half of the program) to perform the remaining two 
movements—a practice not uncommon in those days. 
As one writer put it, there is therefore an unintentional 
irony in the pun which Beethoven inscribed on the 
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manuscript of the Concerto asking Clement to show 
clemency to the composer: “Concerto per Clemenza pour 
Clement.”’ The work seems to have been written in a 
hurry and in the autograph score the solo part shows a 
good many alterations—some of them presumably made 
as the result of second thoughts after the performance. 
Shortly after, and probably in accordance with a sugges- 
tion of his publishers, Beethoven arranged the solo part 
for piano. But the transplantation to the other medium 
proved unsuccessful and as a piano concerto the work 
is hardly more than a curiosity. Another fact worth 
mentioning is the comparative neglect which the violin 
concerto suffered until Josef Joachim took it up in the 
1850's. 

Like some other of Beethoven’s compositions of that 
period, such as the G Major Concerto and the Fourth 
Symphony, the work reflects a mood of utter serenity. 
And both concertos are suffused with pure lyricism and 
convey a wonderful sense of spaciousness. But there the 
parallel ends. While in the piano concerto the soloist is 
often the orchestra’s antagonist (think of the second 
movement), in the violin work he appears as primus 
inter pares collaborating with the orchestra rather than 
opposing it. The genius of the violin is tender, intimate 
and lyrical and thus needs the support of a large body 
of players. Beethoven solved this problem of balance to 
perfection yet without impairing the symphonic character 
of his orchestra which is particularly marked in the first 
movement. Yet what has made the Concerto the great 
work it is, are the sheer beauty of its ideas and the 
sublime expression of the slow movement. 

First Movement (Allegro ma non troppo). There are 
several remarkable features in this movement. It is 
pervaded by a kind of motto, a throbbing figure first 
heard on the timpani at the very opening, which creates 
thematic unity and lends the music a marchlike forward 
character most pronounced in the massive tutti sections. 
Then there is the prominence that Beethoven gives to 
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his second subject allowing it to dominate the move- 
ment with its yearning lyrical expression. And to under- 
line the broad and leisurely character’ of the music, 
there is yet another lovely lyrical theme—almost a song 
—which makes its appearance in the development. 

Second Movement (Larghetto). Here orchestra and soloist 
each has a theme of its own. The first part consists of 
three repeats of the orchestral theme—one of Beethoven’s 
divine inspirations—and the soloist embroiders it with 
continuous arabesques of great expressive beauty. The 
soloist comes into his own in the second part, with a 
sustained undulating theme of the sheerest loveliness and 
purity. The third and last part only hints at the orches- 
tral idea of the opening and the soloist seems to end the 
movement with an ethereal phrase that dissolves into 
nothingness when the ¢uéti strings dramatically break in 
with a fortissimo variant of the opening theme. This is * 
followed by a short cadenza which leads straight into ° 
the finale. 

Third Movement: Rondo (Allegro). The main theme of 
the movement is a reminder that the Rondo was origi- 
nally a dance. Its lilt is irresistible. By introducing it on 
the G string and immediately repeating it on the E string 
Beethoven makes most effective use of the contrast 
between the violin’s low and high register. After a 
restatement of the main theme on the full orchestra the 
soloist turns to the first episode in which the horns and 
woodwind are prominent. This is followed by some 
elaboration of the new idea which comes to a stop on 
a pause. After a second appearance of the main rondo 
theme, first on the solo instrument and then on the 
orchestra, the second episode is introduced which is in 
a minor key and somewhat reminiscent of a wistful 
Slavonic folk tune. The return on the full orchestra of 
the rondo theme marks the beginning of the recapitula- 
tion. As in the Larghetto, the music seems to die away 
shortly before the end, the soloist playing his sprightly 
theme pianissimo when the full orchestra clinches mat- 
ters with a fortissimo cadence on the tonic chord. 
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This recording, made in England, was transferred to disc, 
using “New Orthophonic” High Fidelity technique, which 
ensures best possible reproduction on High Fidelity instruments. 
Because the “ New Orthophontc” recording techniques provide ideal 
dynamic range, correct balance, clarity and presence, superior 
reproduction also will be obtained on all “Victrola” phonographs 
and other standard instruments. 

The recording was made in Kingsway Hall, London, on 

A High Fidelity Recording 
April 8, 1953, using three condenser microphones on the orches- 
tra and one ribbon microphone for the violin. The tapes were 
then sent to RCA Victor in America, where they were trans- 
ferred to disc, using the ““New Orthophonic” curve. 

For best reproduction, High Fidelity phonographs should be 
adjusted to the “New Orthophonic”’ characteristic. Where it is 
not designated on the instrument it can be obtained by selecting 
“A.E.S.” position and then, using the tone controls, boosting 

bass and reducing treble, each by a small amount. Alternatively, 
the “LP” characteristic with the bass and treble each boosted 
by a small amount may be used. 

Detailed technical information about the “New Orthophonic”’ 
characteristic may be obtained from the Engineering Section, 
Record Department, RCA Victor Division, 501 N. La Salle 
Street, Indianapolis, Indiana. 
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